Introduction
The field of screenplay research is divided into two different strands that can be separated through their points of focus. One of these strands focuses on the screenwriting process: that is, the process of writing and revising the screenplay text during a film's development stage. Researchers who follow this strand of research argue that a film does not solely originate from the screenplay text but rather from the film's development process, during which the screenplay is continuously being rewritten. Osip Brik, for example, finds that the screenplay format and its literary language are insufficient means to convey the film, and therefore the collaboration and the work on the screenplay during the film's development stage is far more important than the text itself (1974: 99) .
The other strand of research focuses on the screenplay text as a texttype, arguing that despite the multiple drafts that exist, each draft can be examined in its own right as an 'enabling document' that is 'necessary for the production' of the film (Price, 2010: 113) . The unifying purpose of all screenplay texts is to become a film. If a text does not want to become a film, then it cannot be regarded as a screenplay. Pier Paolo Pasolini finds that the main characteristic of the screenplay is its allusion to a potential cinematographic work, and that the reader needs to construct the potential film in his or her mind. He further finds that it is only if a screenplay successfully accomplishes this allusion that it can be defined as an autonomous work (1986: 54) . In order for a screenplay to belong to the screenplay text-type and fulfil its purpose of becoming a film, it needs to successfully communicate such allusions to the potential film to the reader. If the writer fails to successfully communicate the allusions, then the reader will not be able to construct the film in his or her mind, which ultimately means that the screenplay has failed to fulfil its objective.
Marja-Riitta Koivumäki also emphasises the importance of a screenplay text's ability to communicate: 'choreographers, composers, dramatists or screenwriters all have to have a vision of the future performance, and the plan they create has to be in a format that communicates the vision to the director and performers ' (2011: 28) . It is worth highlighting here that both Pasolini and Koivumäki speak of a vision of the potential film, not the type of story that is being told. It is thus not what is being told that they emphasise, but how it is being told: how the telling allows the reader to visualise the potential film. This clearly indicates that the screenwriter needs to not only communicate the story of the potential film but also, more importantly, how it should be visualised on the screen.
Communication as the heart of the screenplay text is understandable if we consider that it is only through the writer's successful signalling of the potential film that the screenplay text can fulfil its purpose of actually becoming a film. Having a clear, all-encompassing purpose sets the screenplay apart from other text-types, such as novels and films themselves. A film's purpose can be to entertain, or, as David Bordwell states, to 'yield an emotional experience' for the spectator (2008: 124). A screenplay, however, even though it most definitely can entertain and move its reader, will always first and foremost exist in order to communicate the potential film.
The purpose of this chapter, then, is to explore how references to the potential film can appear in the screenplay through different narrating voices, and how the screenwriter can use these voices to direct the reader's visualisation of the potential film. It will relate theories from film and literature to the screenplay text and examine how understanding these theories can help the screenwriter gain more control over the telling of their story. Given its focus on how the screenwriter can actively alter the reader's visualisation of the envisaged film, and that only the screenplay text is at the screenwriter's disposal to achieve this, this chapter embraces the second strand of research as outlined above, focusing on the screenplay text itself which at a different time becomes part of the screenwriting process.
